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FOR THE SAKE OF STYLE: 
A RHETORICAL ANALYSIS OF VIRGINIA WOOLF’S 
A ROOM OF ONE’S OWN 
Kaori Sakakibara
1. Introduction
This article will examine how the literary devices used in Virginia 
Woolf’s essay A Room of One’s Own (1929, AROO) work to make 
passages impressive and produce effects to persuade its readers, by 
analyzing the usage of schemes and tropes,1 or linguistic parallelism and 
deviation, respectively. This material was chosen for stylistic analysis for 
two primary reasons, the nature of the text and the research environment 
around it. First, this essay reads like a first-person lecture about a theme, 
one that is clear, concise, and easily understood. In addition, the author 
appears to be conscious of how the essay sounds; that is, it is rich in 
techniques related to sound, rhythm, and tone. Second, now that more 
than 70 years have passed since her death, most primary sources such 
as diaries, letters, and essays written by Woolf have become available, 
which gives researchers insight into the situation and state of mind she 
was in while creating her works. Moreover, the transcripts of AROO 
published in 1992 by S. P. Rosenbaum (Women and Fiction, W & F) 
have allowed us to compare different versions of it to see if each word or 
expression is chosen for the sake of “sense” or for “style,” just like the 
episode in this book where a female figure tries to see those priorities in 
Thackeray’s classical style. For these reasons, AROO can be considered a 
splendid text for rhetorical analysis. 
Heretofore, rhetorical analysis of this book has been done mainly in 
the context of gender studies. Before Rosenbaum’s transcripts appeared, 
Krista Ratcliffe, now professor and chair of English at Arizona State 
University, explored the feminist theories of rhetoric in selected texts 
of Woolf and Adrienne Rich, undertaking a painstaking analysis of 
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the figure of speech in the first four paragraphs of AROO, identifying, 
among others, 101 uses of assonance, 94 of alliteration, 55 of parallelism, 
24 metaphors, and five personifications (150-53, 279). Another type 
of rhetorical analysis was done by Judith Allen, who focused on the 
usage of the word “but” throughout the work, using Brecht’s theory of 
performance. In more recent years, Isaac Gewirtz transcribed a still more 
unissued version of AROO and compared the proof copy with its first 
edition, focusing on the revisions made for non-stylistic purposes. As a 
whole, the academic interest in this text seems to focus on examining it as 
a feminist narrative.
This article focuses on analyzing the intentions and effects of 
literary devices rather than situating this book in the context of feminist 
arguments. Although AROO is often regarded as the middle work of a 
sequence of the world’s three greatest feminist essays along with Mary 
Wollstonecraft’s A Vindication of the Rights of Women (1792) and 
Simone de Beauvoir’s The Second Sex (1949) and is thus discussed in 
relation to gender issues, it can also be viewed separately from feminism 
as an example of the aesthetics of rhetoric as well. For example, the 
words used to convey the author’s assertion of the necessity of money 
and a room, of financial independence and intellectual freedom, will be 
examined as part of a neutral discourse and not considered as feminist 
rhetoric. To appreciate the various techniques shown by the author in 
them should be as worthy as to argue on the issues surrounding the two 
dinners at college, a kind of magnifying mirror, Shakespeare’s imaginary 
sister, and five hundred pounds a year. With this in mind, I have chosen 
the fifth paragraph of chapter 1, which consists of 31 sentences and 839 
words, and attempt a stylistic analysis, considering linguistic parallelism 
and deviation in this section.
2. Textual Traits
AROO has three distinctive characteristics relevant to stylistic analysis: its 
form, its narrative, and its revision. First of all, it has the form of a long 
lecture delivered by the author; its likeness to a draft of a speech enjoys 
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the benefits of clarity, conciseness, and elaborate expression. The draft 
of a speech is generally a good material for rhetorical analysis because 
the speaker actively tries to persuade his audience by fully exploiting his 
rhetorical techniques. Although the text of AROO is not the actual speech 
that Woolf read in front of an audience,2 the fact remains that it takes the 
form of a talk, the nature of which is suitable for examining the rhetoric.
Another noticeable aspect of this work is shown in the author’s 
original way of conveying the truth through a fictitious story told by the 
narrator. As an introductory remark, she says that she will tell a story of 
two days during which she gets the idea related to money and a room so 
that the audience can find the truth in it. Woolf then turns to a day when 
Mary Beton, an avatar of the author, stays in Cambridge; that is, most of 
chapter 1 reads like a short novel that depicts one day in a woman’s life. 
In addition to Mrs. Dalloway (1925), which that depiction is reminiscent 
of, Woolf tried a similar experiment while writing an essay-novel, The 
Pargiters, in which essay-chapters and fiction-chapters (most of which 
depicted one day in a certain year) were placed alternately. This work 
was started as a sequel to AROO and then was somehow separated into 
two books, a novel, The Years (1937), and an essay, Three Guineas 
(1938). What we can see from these examples is the fusion of fact and 
fiction, not unlike the “perpetual marriage of granite and rainbow” (“The 
New Biography” 155), which she presented as a new form of biography. 
Woolf believed that “fiction here is likely to contain more truth than fact” 
(AROO 4), which shows her pride as a novelist, and wrote an essay like a 
novel, allowing us to examine it as a literary text.
Finally, the text was revised carefully and scrupulously by the 
author, and many of the changes made were “stylistic” (Gewirtz 12); that 
is, it is rich in the art of rhetoric. The steps taken by the author related to 
AROO are itemized as follows:3
1. Visited Cambridge to give “women and fiction” talks and had various 
experiences on campus in October 1928.
2. Published the essay “Women and Fiction” in a U.S. magazine 4 in 
March 1929.
3. Wrote a holograph of AROO at an unusually quick speed from 
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sometime before March 6 to April 1, 1929.
4. Revised the AROO manuscript from March to August 1929, resulting 
in multiple proof copies.
5. Issued AROO on October 24, 1929.
We can see how much time Woolf spent revising a manuscript she had 
written in roughly two months, as indicated by the dates in the holograph 
(W & F xxii-xxxv).  Some examples of her stylistic improvements 
are presented below.  In the proviso related to her form of narrative in 
this essay, the phrase “making use of all the liberties and licenses of 
a novelist” (AROO 4) reflects a revision that has added “licenses” for 
creating alliteration, a type of scheme.5 The words “liberty” and “license” 
have often been juxtaposed in literature, but the combined use of these 
words is usually intended as an admonition that we should not confuse 
freedom with privilege. Woolf’s usage of these two words as appositives 
is a deviation, or trope, at the same time, which adds to its power to 
impress. Another example of an improvement is the formation of 
parallelism using a simile, as shown below6 in her description of people 
as bees: “busying themselves at the door of the chapel like bees at the 
mouth of a hive” (AROO 9).
 a. Holograph
like bees at the mouth of a hive
 b. Proof copy
busying themselves at the door
like bees at the mouth of a hive
 c. Published version
busying themselves at the door of the chapel
like bees at the mouth of a hive
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The art of rhetoric produced by these revisions has effectively made each 
part more resonant, which has helped this book survive the test of time.
3. Analysis
The fifth paragraph of chapter 1 features Woolf’s remarkable usage of 
writing techniques that are worth analyzing in detail. After having had 
some harsh experiences on campus in the previous paragraph, including 
her exclusion from a college library because she was a woman with no 
letter of introduction, the scene begins with Mary Beton, the heroine 
of the fictitious story, cursing the library and man-oriented society at 
once. The item the author chose for this paragraph is the chapel on the 
premises; three themes all related to this chapel are depicted, so the 
paragraph can be divided into three parts to analyze. The first part is a 
description of how her anger is mitigated by music from the chapel, the 
second is an observation of the congregation gathering to the chapel, and 
the third is a hypothesis about the financial condition of a male college 
vis-à-vis an exploration of how the chapel was built. 
3.1. Anger
The first part, from sentence 1 through sentence 9, describes the change 
in Beton’s feelings and how her indignation is mitigated by the music 
from the chapel. Woolf uses a particular set of techniques in order to 
enhance the presentation of the change in emotions: antithesis, repetition, 
personification, inversion, and climax. For the sake of convenience, each 
sentence will be numbered ①-㉛ in the following quotations. 
①That a famous library has been cursed by a woman is a matter of 
complete indifference to a famous library. ②Venerable and calm, with all 
its treasures safe locked within its breast, it sleeps complacently and will, 
so far as I am concerned, so sleep for ever. ③Never will I wake those 
echoes, never will I ask for that hospitality again, I vowed as I descended 
the steps in anger. ④Still an hour remained before luncheon, and what 
was one to do? Stroll on the meadows? Sit by the river? ⑤Certainly 
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it was a lovely autumn morning; the leaves were fluttering red to the 
ground; there was no great hardship in doing either. ⑥But the sound of 
music reached my ear. ⑦Some service or celebration was going forward. 
⑧The organ complained magnificently as I passed the chapel door. ⑨
Even the sorrow of Christianity sounded in that serene air more like 
the recollection of sorrow than sorrow itself; even the groanings of the 
ancient organ seemed lapped in peace. (AROO 8-9)
This small section can be broken down further into two subsections. In 
the first subsection, Beton bursts into anger, and in the second, her anger 
calms down gradually. Woolf uses a distinct set of techniques to produce 
the optimal effects for each. Sentences 1 through 3 show the strong 
feeling of indignity Beton felt when she could not enter the library.  In 
sentence 1, the words “a famous library” and “a woman” are used in order 
to make a contrast between a pair of items: one is (a) the library, which, 
using authority, power, and privilege, did not admit her entrance, and the 
other is (b) a woman with no authority, power, or privilege. Before this, 
there was a similar usage of antithesis in paragraph 3 of the same chapter, 
where the heroine was expelled from the smoothed lawn:
Instinct rather than reason came to my help, he was a Beadle; I was 
a woman. This was the turf; there was the path. Only the Fellows 
and Scholars are allowed here; the gravel is the place for me. 
(emphasis added, AROO 6)
Note that the relationship between “a Beadle” and “a woman” in this part 
has a commonality to that between “a famous library” and “a woman” 
in sentence 1. These two usages convey the impression that (a) is higher 
than (b) in social status and position. 
(1) (a) he was a Beadle (b) I was a woman
(2) (a) a famous library (b) a woman (emphasis added)
In (1), the historic and prestigious position of (a) is suggested by the 
capital “B,” and in (2), the adjective “famous” is added to enhance the 
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perceived value of the object. In contrast, the (b) in each combination has 
the form of an indefinite article + noun without any modifiers, implicating 
the person is a nameless, positionless, and unimportant figure. Moreover, 
the phrase “a famous library” is used twice in one sentence. The below 
sentences illustrate the difference in impression caused by the use of “a” 
instead of “the”:
(3) That a famous library has been cursed by a woman is a matter of 
complete indifference to the famous library.
(4) That a famous library has been cursed by a woman is a matter of 
complete indifference to a famous library.
Grammatically, the second occurrence of a noun in one sentence 
should be preceded by a definite article, as in (3); however, the author 
deliberately put the indefinite article instead so that this sentence could 
convey an unpleasant insinuation enhanced by the repetition.
Another technique remarkable in this part is personification. In 
sentence 2, the library “safe locks” its treasure in “its breast” and then 
“sleeps complacently.” These phrases are usually used with human 
beings, and these unique collocations will be retained in readers’ mind. 
In addition, a sequence of stressed /e/-sounds of some content words such 
as venerable, treasures, breast, and (for) ever, starting with “venerable” 
and closing with “ever” in particular, makes an impression that it is a 
holy palace that should never be trespassed upon and whose door will be 
formidably and eternally closed to her. This impression is amplified by 
the use of another phrase with a sacred image in the next sentence: wake 
those echoes.
In sentence 3, “I will never” is inverted into “never will I” for 
enhancement, twice, and is enhanced further with a technique of climax 
where the first instance has six words and the second is longer, with 
eight words. Moreover, it closes with the decisive phrase “in anger,” 
which leaves a resonant note. All the techniques mentioned above 
effectively enhance the description of the intensity of the anger a woman 
unexpectedly experienced one day.  
This anger, however, dissipates little by little in the second 
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subsection thanks to the music from the chapel. As one of O. Henry’s 
protagonists listens to a church organ and experiences a major change in 
his state of mind that results in his giving up his homeless life, 7 Mary 
Beton listens to the church organ, which has a tranquilizing effect, and 
recovers her serenity of mind. From the middle of sentence 4, which 
serves as a transitional sentence, the structure of some sentences 
somehow seems reminiscent of poetry, when rearranged in chunks as 
below: 
(a) Stroll on the meadows? Sit by the river? (8 words)
(b) Certainly it was a lovely autumn morning; (7 words)
(c) the leaves were fluttering red to the ground; (8 words)
(d) there was no great hardship in doing either. (8 words)
(e) But the sound of music reached my ear. (8 words)
(f) Some service or celebration was going forward. (7 words)
As for (a), the two questions have a precise correspondence in both the 
structure of a bare infinitive (one syllable) + a preposition + a definite 
article + a noun (two syllables) + a question mark and the rhythm of 
Strong-Weak-Weak-Strong-Weak; they also have alliteration in their first 
word. Speaking of scansion, (c) and (e) form an iambic tetrameter with 
WSWSWSWS, which makes these lines sound rhythmical for improved 
acceptability makes them easy to accept. Finally, (e) and (f) contain 
another alliteration with sound, some, service, and celebration. Overall, 
this part plays the role of expressing the emotional transition with the 
poetical structure, which gives readers an impression of comfort and ease. 
Next, sentences 6 to 9 describe the music being heard from the 
chapel. This part also includes alliteration with sound, some, service, 
celebration, sorrow, sounded, and serene, while the phrase “the organ 
complained” is an instance of personification. What makes this part 
impressive, however, is a technique of climax. The lengths of sentences 
are eight words (eight syllables), seven words (13 syllables), 10 words, 
and 30 words in order, longer by degrees. The last one, sentence 9, 
contains three sorrows and is complicated in both sense and structure. 
That the religious sorrow no longer seems to be sorrow itself but the 
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“recollection of sorrow” implies that Beton’s anger is no longer anger but 
the recollection of anger, which makes it something past. This sentence 
also ends with the phrase “in peace,” in sharp contrast to sentence 3, 
which closes with the phrase “in anger.” Mary Beton seems to have 
recovered and is ready to observe and explore another matter of concern.
3.2. Congregation
The second part of this paragraph, from sentence 10 to sentence 15, 
is devoted to depicting the congregation in front of the chapel. As 
mentioned above, Mary Beton has recovered herself and observes things 
with a cool and rather cynical head. The length of each sentence in this 
part of the paragraph becomes longer, which reveals her philosophical 
state of mind. Here, she launches a counterattack, mocking the college 
people who have denied her rights and treated her as an outsider. In 
addition to some of the techniques of schemes and tropes which have 
been explored so far, Woolf adopts zoomorphism in this part; she assigns 
some animal characteristics to humans to degrade them.
⑩I had no wish to enter had I the right, and this time the verger 
might have stopped me, demanding perhaps my baptismal 
certificate, or a letter of introduction from the Dean. ⑪But the 
outside of these magnificent buildings is often as beautiful as 
the inside. ⑫Moreover, it was amusing enough to watch the 
congregation assembling, coming in and going out again, busying 
themselves at the door of the chapel like bees at the mouth of a 
hive. ⑬Many were in cap and gown; some had tufts of fur on 
their shoulders; others were wheeled in bath-chairs; others, though 
not past middle age, seemed creased and crushed into shapes so 
singular that one was reminded of those giant crabs and crayfish 
who heave with difficulty across the sand of an aquarium. ⑭As 
I leant against the wall the University indeed seemed a sanctuary 
in which are preserved rare types which would soon be obsolete 
if left to fight for existence on the pavement of the Strand. ⑮Old 
stories of old deans and old dons came back to mind, but before I 
had summoned up courage to whistle—it used to be said that at the 
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sound of a whistle old Professor --- instantly broke into a gallop—
the venerable congregation had gone inside. (AROO 9-10)
At the beginning of this part, sentence 10 seems rather belligerent, 
declaring war against whatever authority did not give her a permit; at 
the same time, it also has a joking touch. On that day, Mary Beton has 
already faced two negative experiences related to trespassing: first, she 
was expelled from the smoothed lawn (par. 3) and then excluded from the 
library (par. 4), both because she was a woman. In paragraph 5, however, 
she decides not to enter the chapel, breaking the previous patterns. 
She will not ask for a permit anymore and tries instead to find her own 
way to amuse herself.  In order to make a connection to the library 
incident, Beton in this sentence refers to another identification: a letter of 
introduction is to a librarian what a baptism certificate is to a verger. This 
parallelism intensifies the sarcasm of sentence 10: Beton likely does not 
have that certificate; Woolf herself certainly did not.8  
After that declaration, the narrator starts an observation in which 
the length of sentences has changed: the word count average increases 
dramatically, with 35.5 words per sentence in this section compared to 
18.7 in the previous section, on anger. A look at the structure of sentences 
12 and 13, which are made of 32 words and 53 words, respectively, 
reveals that they are written using the technique of climax. In sentence 
12, the verb of perception watch entails three parts starting with a present 
participle, with the number of words growing incrementally:
(a) assembling, (1 word)
(b) coming in and going out again, (6 words)
(c) busying themselves at the door of the chapel like bees at the mouth 
of a hive. (16 words)
Following this, sentence 13 also reaches a climax to describe the 
congregation, but this time it has a more complicated structure with 
two layers: the first third has positive or neutral images, but the rest is 
composed of negative and somehow grotesque ones:
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Positive images:
(a) Many were in cap and gown; (6 words)
(b) some had tufts of fur on their shoulders; (8 words)
Negative images:
(c) others were wheeled in bath-chairs; (5 words)
(d) others, though not past middle age, (6 words)
(e) seemed creased and crushed into shapes so singular (8 words)
(f) that one was reminded of those great crabs and crayfish (10 words)
(g) who heave with difficulty across the sand of an aquarium. (10 
words)
In both segments, the author’s assertion is enhanced by using the 
technique of climax; the difference in the amount of text between positive 
and negative images foregrounds the latter. Beton tries to degrade the 
people whom she is looking at. Most of all, (e) is especially impressive 
thanks to its unusual collocation and two sets of alliteration. 
In addition to these devices, what makes this part more impressive 
is its way of depicting people as creatures. Bees (sentence 12), giant 
crabs, and crayfish (sentence 13) all refer to the congregation, the last of 
which was added for alliteration by the author while she was revising.9 
In addition, one of the old stories mentioned in sentence 15 portrays a 
professor condescendingly as a horse breaking into a gallop at the sound 
of a whistle. All these expressions aim to make a certain class of people 
look funny and silly, openly mocking those who have academic status 
and privilege. Moreover, sentence 14 contains a way of thinking and 
some phrases that imply Darwinism, which is closely related to the lives 
of animals and insects. With the phrases “rare types,” “obsolete,” and 
“fight for existence” and the contrast of “the University,” which is the 
oldest and most conservative place, to “the Strand,” which is the newest 
and most innovative place, it skewers this particular group of people who 
can only survive in the “sanctuary” of the university. This air of natural 
selection foreshadows the theme of the following part in which the author 
adopts, as one of the key words to theorize inflows of capital into the 
university, “the age of reason.”
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3.3. Money
The third and last part of paragraph 5, sentences 16 to 31, sounds like a 
once-upon-a-time story in which the narrator looks back on the history 
of that area and muses about how the chapel in question was built in the 
past. There is displayed an array of schemes and tropes rich enough to 
be adopted as a good example in a textbook of rhetoric. Among several 
techniques, the beautiful usage of alliteration is most noticeable as well 
as various examples of parallelism and repetition. In places, there are 
poetic chunks and phrases, which makes the whole part rhythmical. As 
mentioned above, the theme of AROO is “money” and a “room”—readers 
should pay attention when the narrator utters something related to those 
two words. Note that the key word “money” is only found in sentence 22, 
in the middle of the quotation below, though all the surrounding sentences 
are devoted to discussing it. Instead, the phrase “gold and silver” is 
repeated five times, presumably because the author aimed to make it look 
like an old tale:
⑯The outside of the chapel remained. ⑰As you know, its high 
domes and pinnacles can be seen, like a sailing-ship always 
voyaging never arriving, lit up at night and visible for miles, far 
away across the hills. ⑱Once, presumably, this quadrangle with its 
smooth lawns, its massive buildings and the chapel itself was marsh 
too, where the grasses waved and the swine rootled. ⑲Teams of 
horses and oxen, I thought, must have hauled the stone in wagons 
from far countries, and then with infinite labour the grey blocks in 
whose shade I was now standing were poised in order one on top of 
another, and then the painters brought their glass for the windows, 
and the masons were busy for centuries up on that roof with putty 
and cement, spade and trowel. ⑳Every Saturday somebody must 
have poured gold and silver out of a leathern purse into their 
ancient fists, for they had their beer and skittles presumably of an 
evening. ㉑An unending stream of gold and silver, I thought, must 
have flowed into this court perpetually to keep the stones coming 
and the masons working; to level, to ditch, to dig and to drain. 
㉒But it was then the age of faith, and money was poured liberally 
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to set these stones on a deep foundation, and when the stones were 
raised, still more money was poured in from the coffers of kings 
and queens and great nobles to ensure that hymns should be sung 
here and scholars taught. ㉓Lands were granted; tithes were paid. 
㉔And when the age of faith was over and the age of reason had 
come, still the same flow of gold and silver went on; fellowships 
were founded; lectureships endowed; only the gold and silver 
flowed now, not from the coffers of the king, but from the chests 
of merchants and manufacturers, from the purses of men who had 
made, say, a fortune from industry, and returned, in their wills, 
a bounteous share of it to endow more chairs, more lectureships, 
more fellowships in the university where they had learnt their 
craft. ㉕Hence the libraries and laboratories; the observatories; the 
splendid equipment of costly and delicate instruments which now 
stands on glass shelves, where centuries ago the grasses waved and 
the swine rootled. ㉖Certainly, as I strolled round the court, the 
foundation of gold and silver seemed deep enough; the pavement 
laid solidly over the wild grasses. ㉗Men with trays on their heads 
went busily from staircase to staircase. ㉘Gaudy blossoms flowered 
in window-boxes. ㉙The strains of the gramophone blared out from 
the rooms within. ㉚It was impossible not to reflect—the reflection 
whatever it may have been was cut short. ㉛The clock struck; it 
was time to find one’s way to luncheon. (AROO 10-11)
First of all, the scheme of alliteration is used colorfully. Three types of 
alliteration are displayed: one is a set of words with the repetition of both 
initial sound and initial letter, another is with the same sound represented 
by different letters, and the third is with the same letter representing 
different sounds. The first type includes ditch, dig, and drain (sentence 
21), merchants and manufacturers (sentence 23), and libraries and 
laboratories (sentence 25). The set of coffers, kings, and queens (sentence 
22) is an example of the second type; in this case, the initial letters—
“c,” “k,” and “q”—are different but have the /k/-sound in common. In 
contrast, “sailing-ship” (sentence 17) falls into the third type; though both 
units start with an s, their initial consonants are different: /s/ and / ʃ /. 
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This is known as an “eye rhyme” (Leech 92-93), an example of which is 
the title of this essay: A Room of One’s Own. It is interesting that the title 
was “Women and Fiction” with the rhyme of /i/-sound when it was used 
for a talk, an auditory activity, and that the title changed when it became 
a book, which is visual. In most of the above cases of alliteration, the 
author included additional word(s) to create alliteration while revising,10 
which shows that she chose these words for the sake of style.
The scheme of parallelism is also used here, most skillfully and 
remarkably. Most of the sentences have whatever form makes parallels: 
from the simplest set of two similar words connected with and, such 
as “gold and silver” mentioned above and “hoses and oxen” (sentence 
19), to more sophisticated ones equipped with elements of phonetics 




never arriving (sentence 17)
(6) its smooth lawns
its massive buildings (sentence 18)
(7) the grasses waved
the swine rootled (sentence 18)
(8) hymns should be sung here
scholars [should] [be] taught [here] (sentence 22)
(9) not from the coffers of the king
but from the chests of m & m* (sentence 24)
            * merchants and manufacturers
Another example is related to the sound; some of the stressed syllables 
have rhymes.
For the Sake of Style: A Rhetorical Analysis of Virginia Woolf’s A Room of One’s Own 45
(10) lit /i/ up at night /ai/
visible /i/ for miles /ai/ (sentence 17)
(11) set /s/ these stones /s/
on a deep /d/ foundation /d/ (sentence 22)
(12) Lands /z/ or /dz/ were granted /id/
tithes /z/ or / ðz/ were paid /id/ (sentence 23)
(13) fellowships /e/ were founded /au/
lectureships /e/ [were] endowed /au/ (sentence 24)
In addition, this section contains some visual devices in symmetrical 
appositives: the number of letters in words.
(14) putty (5 letters) and cement (6 letters)
spade (5 letters) and trowel (6 letters) (sentence 19)
(15) the stones (6 letters) coming 
the masons (6 letters) working (sentence 21)
(16) the age of faith was (3 letters) over (4 letters)
the age of reason had (3 letters) come (4 letters) (sentence 24)
The appositive of “the grasses waved and the swine rootled” in sentence 
18 is repeated in sentence 25, which seems to indicate the starting point 
and the end of the old tale about the chapel construction. The technique 
of climax is also used in this part, in sentence 24:
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not from the coffers of the king, (6 words)
but from the chests of merchants and manufacturers, (7 words)
from the purses of men who had made, ... they had learnt their 
craft. (40 words)
With all these literary devices this part can be said to have ornate 
style, while at the same time, it is comfortable, relaxed, pastoral, and 
idyllic, like a folktale. The tone of the passage is romantic, speculative, 
and abstract; it tells a story about money, but no numerical figures appear 
in this part. Afterwards, Mary Beton will dine at a female college and 
explore its financial conditions by getting Mary Seton, an acquaintance 
of hers who teaches there, to speak about the construction of her college 
in paragraph 13 (AROO 23). Although the number of sentences in that 
part is seventeen, which is roughly equal to the sixteen in this part, the 
length of each sentence is shorter, and there seem to be no particular 
instances of stylistic devices other than a sequence of the form of a plural 
noun + passive voice and a plain alliteration for a pair of words, sofas 
and separate. To compare the amount of schemes and tropes, the devices 
mentioned above are highlighted in figures 1 and 2; the difference in 
the amount of words and rhetorical devices is clear. In contrast, there 
are some concrete figures in paragraph 13, such as “the year 1860,” “a 
penny,” “sixty years ago,” and “thirty thousand pounds”; moreover, 
Woolf herself annotates this part with two quotations from real books 
to provide evidence. This part sounds practical and mundane, with 
suppressed use of stylistic devices. From this comparison, it can be said 
that the author skillfully uses a suitable stylistic form in her account 
to represent the nature of each place, richness for a male college and 
poorness for a female college. Wolf has thus style tell the story.
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Fig. 1 An account of a male college
(par. 5)
Fig. 2 An account of a female college
(par. 13)
4. Conclusion
Virginia Woolf has long been known for her skillful use of diverse literary 
devices. While many studies have explored their effects in her novels, 
her style of essay writing, however, has not attracted as much scholastic 
attention. This article focused on a selected passage in A Room of One’s 
Own and analyzed how techniques of schemes and tropes produce 
intended effects in a manner most suited to the context they are used in. 
The paragraph was divided into three parts, each of which centers on 
the themes of anger, congregation, and money, subjects all related to the 
chapel on campus. In the first passage, which begins with Mary Beton’s 
anger at being denied entry into the library to fulfill her intellectual 
curiosity, the change of her state of mind is effectively depicted through 
the combined use of antithesis, repetition, personification, inversion, 
and climax. In the second passage, zoomorphism is introduced to mock 
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privileged people who shut the narrator out of their territory. Climax is 
also employed to degrade the congregation by highlighting their grotesque 
appearance through a gradual increase in the amount of words spent on 
units of meaning. The third passage, on money, features a calculated 
presentation of the contrast between men’s and women’s colleges. Woolf 
uses ornate style, with its concentrated deployment in a limited space 
of three types of alliteration as well as parallelism on multiple levels, 
to express the richness of the men’s college with the abstractness of a 
folktale. In comparison, sentences in a later paragraph employ a practical 
style, short on literary devices and full of facts and details, to suggest the 
struggle that characterizes the start of the women’s college. The findings 
of the stylistic analyses in the present article provide additional evidence 
that Woolf’s choice of schemes and tropes has contributed to enhancing 
this essay’s power to impress.
Notes
1. For the definitions of schemes and tropes, see Geoffrey N. Leech, A 
Linguistic Guide to English Poetry, pp. 74-76.
2. AROO has a narrator who addresses the readers “you,” as a lecturer usually 
addresses his audience with an informal touch. “But, you may say, we asked 
you to speak about women and fiction—what, has that got to do with a room of 
one’s own?” (AROO 3). In this opening sentence, the first “you” refers to the 
readers and the second to the narrator. This free indirect speech is successful in 
presenting this passage as though it were part of a speech draft. The note put by 
the author on the title page also plays a part in the pretense:
This essay is based upon two papers read to the Arts Society at Newnham 
and the Odtaa at Girton in October 1928. The papers were too long to be read in 
full, and have since been altered and expanded. (AROO 1)
But it is a kind of fiction because the whole of chapter 1 is based on Woolf’s 
experiences in Cambridge, which means what is written in this chapter emerged 
after those talks. Putting what accounts are available together and considering 
the content of her essay “Women and Fiction” (1929), which was written in a 
period between her Cambridge lectures and the publication of AROO, one can 
imagine that she talked about some ideas coming to her mind, for example, that 
female future writers should drink wine and that Jane Austen wrote in a parlor, 
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the latter of which is related to chapter 4. The author comments on the need for 
fiction to stick to truer facts, adding demonstratively “(seven twenty-three to be 
precise),”(AROO 18) and then the opening note is a device of the same kind. For 
accounts by attendees, see Rosenbaum’s research (W & F xv-xix).
3. Compiled from entries for Woolf’s diary and Rosenbaum’s account about 
the holograph and revision.
4. The Forum (March 1929, pp. 179-83). The article was written at the end of 
1928 (W & F xx). It is reprinted in W & F.
5. In the holograph, this part was “I want to use all the liberties of fiction” (W 
& F 4).
6. In the holograph, this part was “going in & out, like bees at the mouth of a 
hive, . . .” (W & F 10); in one of Gewirtz’s proof copies, it had been changed to 
“busying themselves at the door like bees at the mouth of a hive” (Gewirtz 44).
7. O. Henry, “The Cop and the Anthem” (1904).
8. “None of the agnostic Leslie Stephen’s children was baptized” 
(Rosenbaum’s note for W & F 205).
9. Note that, before revised, this part did not contain and crayfish: “. . . others 
not past middle age but creased & crushed, into shapes so singular that one was 
reminded of those giant crabs who move with difficulty across the sand of an 
aquarium” (W & F 10).
10. Ditch, dig, and drain: “the masons working, . . . to level & ditch and 
drain.”; merchants and manufacturers: “but from merchants, from city 
companies, . . .”; libraries and laboratories: “Hence the laboratories, the 
observatories, . . .”; coffers, kings, and queens: “from the coffers of the King & 
the great nobles, . . .” (W & F 11-12).
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